
Proportions

PROPORTION
The comparative 
relation between parts, 
things, or elements with 
respect to size, amount, 
degree; a ratio.
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Proportion

When an object changes 
size but maintains the 
relationship between 
dimensions, it ‘stays in 
proportion.’
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proportion

Unless all the 
dimensions of an object 
change proportionally, 
maintaining the same 
proportion, the object 
will become distorted.
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PAGE PROPORTIONS
Mechanical

Mechanical page proportions refer to page sizes that are 
dictated by:
■■ Industry standards. These can include internal factors 
such as a standard advertising unit.

■■ Economy. By using paper in standard widths, printers 
save money.

■■ Packaging. A pamphlet to go with a CD is square be-
cause it must fit the CD package.

■■ Custom. Your business card doesn't have to be 3.5 by 2 
inches, but that's the customary size.  



PAGE PROPORTIONS
Mechanical – Industry Standard

BROADSHEET:  
11½ inches by 22¾ inches

TABLOID: 
11 inches by 11½ inches

Newspaper page 
sizes are deter-
mined by:
■■ the width of 
the newsprint 
roll.

■■ the height of a 
standard web 
press plate.

The width of the 
page has shrunk 
to save money.



PAGE PROPORTIONS
Mechanical - Economy, packaging

TRI-FOLD BROCHURE
1 : 2.32

Fits in 9.5 x 4 Business Envelope 
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Communication & Journalism

THE THEORY AND PRACTICE OF COMMUNICATION. COJO offers courses in interpersonal, or-
ganizational and intercultural communication, and communication through mass media, including 
advertising, journalism and public relations.

COJO teaches students how to craft effective messages with words, images, video and sound. Our 
students give speeches, write and produce news stories, create documentaries, build websites, and 
plan advertising and public relations campaigns. They seek to understand the effects and meanings 
of those messages. 

COJO courses prepare students for careers in advertising and public relations agencies; in news 
organizations ranging from newspapers to digital media; in corporations, government, political 
campaigns, advocacy and non-profit organizations; or for graduate or law school. 

COJO students practice their skills working at 
TommieMedia.com and KUST Radio, competing 
in the National Student Advertising Competition 
or by presenting scholarly work at the university’s 
annual Undergraduate Communication Research 
Conference. Student organizations include 
chapters of the American Advertising Federation, 
the Lambda Pi Eta honor society and the Public 
Relations Student Society of America. 

COMMUNICATION
IN ALL ITS
FORMS

COJO STUDENTS LEARN:
■■ TO THINK CRITICALLY,
■■ TO COMMUNICATE CLEARLY 

AND ACCURATELY,
■■ TO CONSIDER THEIR 

OBLIGATIONS TO SERVE THE 
COMMON GOOD.

Tri-fold brochure
■■ Uses U.S. letter size paper (8.5 x 11)
■■ Fits in a standard No. 10  envelope



PAGE PROPORTIONS
Mechanical – Packaging

■■ CD jewel case (5 in. x 5 in., 1:1) are 
square to house the round discs.

■■ DVD cases (7½ in. x 5¼ in., 1.43:1) 
were designed to fit comfortably on 
movie rental shelves that held video 
cassettes.



PAGE PROPORTIONS
Mechanical – Standard paper size

Comparison of  letter-size 
and half-letter-size proportions 34
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CHINESE NEW YEAR

SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

Check out the winners
at www.NorthfieldHockey.net

“They that can give up essential liberty to obtain a little temporary safety deserve neither 
liberty nor safety.”

— Benjamin Franklin
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Daylight 
savings ends Veterans Day Thanksgiving

Chanukkah First day 
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Jan. 1, Happy New Year! . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $200

Feb. 14, Valentine’s Day . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $100

March 17, St. Patrick’s Day . . . . . . . . . . . . . . . . . . . . . . . . . . . $100

May 8, Mother’s Day . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $100

Northfield Hockey Association 
2011 Fundraising Calendar

$20

June 19, Father’s Day . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $100

Nov. 24, Thanksgiving. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $200

Dec. 25, Christmas . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $200

$5,350 in total cash prizes! 94 Chances to win!

Northfield Hockey Association, License No. X-34088
Drawing will be held at about 6:30 p.m. Dec. 15, 2010 

at the VFW Hall 518 Division Street, Northfield, MN 55057
Winners will be posted to the website www.NorthfieldHockey.net

No. 0000

Name  _______________________________________________________

Address ______________________________________________________

Telephone  ______  Email  ______________________________________

No. 0000

8½ in. × 5½ in.
1.55:1



PAGE PROPORTIONS
Mechanical – or Natural?

The A4 page, the metric letter-size page, is 
based on the proportion of 1 to the square 
root of 2 (1:1.414) It is the only page size that 
replicates its proportions when folded in half. 
It can be derived naturally from the square.

841mm × 1189mm
√2:1 (1.414:1)

594mm × 841mm
√2:1 (1.414:1)

420mm × 594mm
√2:1 (1.414:1)

420mm 
× 

594mm
√2:1 

(1.414:1)

     420mm 
     × 

     594mm
√2:1 (1.414:1)

A0

A1A3A4

A2



Massimo Vignelli made use of the 
A-series proportion's unique quality 
with his Unigrid design for the Na-
tional Park Service.



PAGE PROPORTIONS
Natural

Natural page proportions mimic propor-
tions found in nature, either in the actual 
dimentions of plants and animals or in 
mathematics.

Leonardo Da Vinci (1452-1519) outlined 
the natural proportions of the circle and 
square in the human body. Le Corbusier 
(1887-1965) developed an elaborate de-
sign system based on human proportions 
and the Golden Section. 



PAGE PROPORTIONS
Natural

The square is seldom used in magazine 
design, and it is considered too static 
for newspaper designers, who avoid 
using square pictures or square story 
packages. But many designers find 
working on a square to be a rewarding 
and satisfying process. The square de-
sign provides a solid, restful feel.



PAGE PROPORTIONS
Natural

1

1
√2

√3
√4

Many of the “natural proportions” follow the 
Pythagorean Theorum in forming rectangles 
that please the eye. Jay Hambidge, in his good 
The Elements of Dynamic Symmetry, described 
the “root” rectangles, so named because the 
proportion is always 1 to a square root. Start-
ing with the square, we draw a diagonal, then 
rotate it in an arc until the diagonal line lies 
horizontal. By adding a rectangle to this point, 

we form a new rectangle, one with a propor-
tion of 1:√2. If we repeat the process with this 
“root 2” rectangle, we get one with a propor-
tion of 1:√3. Repeat it again and we get a rect-
angle with a proportion of 1:√4. 
This last “root 4” rectangle is actually a double 
square. Remember, the square root of 4 is 2, so 
the proportion is 1:2, a double square.



PAGE PROPORTIONS
Natural

1

1
(1+√5)÷2

The “Golden Section” has 
a proportion of 1+(√5) ⁄ 2 . 
That works out to about 
1:1.618. The Golden Sec-
tion is less useful for es-
tablishing a page size than 
it is for establishing units 
on a grid or copy block 
sizes.



PAGE PROPORTIONS
Natural

The Golden Section is present 
in the pentagon

a : b = (a + b) : a = 1 : 1.618

Golden Section 2-page spread

Subtract a square 
from the Golden 
Section and you 
have another Gold-
en Section. Add 
a square to the 
Golden Section and 
you have another 
Golden Section. In 
this way, it is “self-
replicating.”

The Golden Section 
can be derived by 
drawing a diagonal 
from the midpoint 
of the side of a 
square, then swing-
ing that diagonal 
out to form the 
side of a rectangle. 

GOLDEN SECTION�
2-page spread

a

cs
a

b
b

a:b = (a + b):a = a:s = s:c = c:(s+c) = 1:  





















x
y

‘Design began with the arrangement of objects in 
harmonious relationship to each other and to the 
space they occupied.’ 

— Alan Hurlburt

The Grid
■■ A grid is a network of 
uniformly placed 
horizontal and vertical 
lines for locating points 
by coordinates. 

■■ Graph paper is a simple 
grid. It allows us to 
locate points along the x 
axis and y axis.

■■ The grid links 
mathematical systems 
with design.

■■ Grids are called for in 
the division of space, 
the building of objects 
and the decoration of 
flat surfaces.



The basic concept
■■ When we design a document, a 
building or any object, we first 
create a model or a plan. 

■■ A grid allows us to do this in 
proportion to the finished product. 
We can enlarge the model or plan 
easily through simple math.

■■ The Renaissance architect Filippo 
Brunilleschi used a grid based on 
the square and the circle in his 
floor plan for the church of Santo 
Spirito. 

■■ Brunilleschi was among the first 
artists and architects to understand 
how grids could be used to render 
objects more realistically with the 
mathematics of perspective.  



An aid to seeing
■■ The design grid fits a 
proportion that helps to 
solve the design problem.

■■ Brunilleschi was well-
grounded in mathematics, 
and it is said that he used 
his carefully organized 
ground plan to develop 
three-dimensional 
perspective drawings, such 
as the one to the right. 

■■ A photo of the interior of 
Santo Spirito shows how well 
he succeeded.



To sum up, a design grid is:
■■ A network of horizontal and vertical lines for locating points by 
means of coordinates.

■■ Spacing of those lines is based on proportions that are relevant to the 
design problem and which help solve that design problem.

Why are football players 
called ‘gridders’? In the 
early part of the 
century, football fields 
were divided into a grid 
of squares five yards by 
five yards. This was 
because early rules 
forbid a player throwing 
a pass from moving side 
to side. The field, as 
shown in this 1910 
photo from the 
University of Minnesota, 
became known as the 
‘gridiron.’

Minnesota Historical Society



The square: The basic unit
The square, the simplest 
rectangle, plays an important 
role in the division of space:
■■ Many important 
proportions can be derived 
from the square, such as 
the golden rectangle and 
the root-two rectangle.

■■ The Orthodox Grid, the 
basis for modern 
publication design, begins 
with square units.Da Vinci’s Vitruvian Man shows how the 

square and its basic symmetry can be derived 
from nature. 

Galleria dell’ Accademia, Venice (1485-90)



Classic proportions derived from the square: 
golden proportion (left), root-two proportion 
(middle) and double square (right). The root-two 
is the basis for standardized paper sizes in 
Europe. The double square is the basis for classic 
Japanese architecture.



The square is the basic component of most design grids.  
■■ The sign system above was developed by Otl Aicher, an early 
proponent of grids in Germany, for the Munich Olympics of 1972. It 
uses the grid at left and interchangeable elements for a body 
alphabet. 

■■ Aicher’s designs are examples of International Style, also known as 
Swiss Style. It is a graphic design style with origins in the Bauhaus 
that is marked by cleanliness and simplicity, and the use of grids 
with square units.



ONE
UNIT
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■■ Paul Rand’s grid for IBM’s annual reports provides a deceptively 
simple framework for the wide range of information that goes in 
such documents. 

■■ The grid “may seem very simple on the surface, but working with a 
grid is not so simple. So much depends on the material the designer 
is called on to incorporate into his designs and the virtually endless 
surprises he encounters,” Rand said.



Required to set up a grid
The grid provides a structure that 
allows the design to be recreated 
many times. To serve this purpose 
you must:
■■ Understand the design problem.

££ Audience
££ Constraints in production, 
such as budget and 
production schedule

■■ Have an accurate measurement 
of the physical requirements: 
££ How many words, 
illustrations? 

££ What is the page size?
££ Which elements will you 
emphasize and which will 
you de-emphasize?

This last is all-important to  
effective design.



Simplicity and reproducibility
■■ Grid systems arose out of 
the German Bauhaus 
School, the Dutch de stijl 
(The School) and others.

■■ Swiss designers defended 
and perfected this style 
after World War II.

■■ Grids were a way of 
reconciling modern 
production methods with 
simplicity, elegance and 
function.

■■ A good grid is flexible 
enough to allow for a 
variety of content but 
structured enough to 
simplify and speed 
production.



■■ A key innovation of Swiss design was that all measurements were 
based on the line height of the basic body text. 

■■ An image placed on the page would be sized by so many lines of type 
tall and so many lines of type wide. All alleys and gutters equal one 
line of type.



Orthodox grid
■■ The orthodox grid, also called 
full Swiss grid or full Zurich, is 
based on uniformly spaced 
horizontal and vertical lines 
that produce square units.

■■ Measurements are all based 
on the line height (ledding) of 
the body text. 

■■ The example at left is based on 
9-point type set on 10-point 
ledding. Each square is eight 
lines by eight lines, or 80 
points square. 

■■ Gutters and alleys (horizontal 
space between modules) are 
10 points each. 

	
This grid example has six columns, 
so it is called a six-unit grid.



The full Swiss grid in use
■■ Body type can be set over two 
or three units, producing two or 
three columns of type. This 
flexibility is ideal for magazines 
and newspapers.

■■ All other type is set on ledding 
that adds up to multiples of 10 
points. In this example, note 
that the two-line headline of 
36-point type is on 40 ledding; 
two lines take up one full unit 
of 80 points in height.	

■■ Small type also is set up with 
ledding that fits the grid: 
7-point type on 8-point ledding 
give us 10 lines in each unit.  

These days Frank Ariss keeps a studio in a 
historic brownstone on Nicolette Island in 

Minneapolis,  where he follows the belief that 
“design is hard work.”

“And the hardest part not to fall into the trap 
of doing what’s familiar,” he says. 

Ariss despises the ad-jingo phrases that some 
designers make part of their self-promotional 
packages, and he refuses to be pinned down to 
any particular design philosophy.

“There are many designers that are pretty 
good with the glib talk,” Ariss says, “but when 
they put it to paper, it doesn’t work. And it 
doesn’t work on both levels. What they’re try-
ing to tell me in pictures isn’t coming out, and 
secondly, you’d never be able to print or make 
the bloody thing. 

“You have to roll your shirtsleeves up, and it 
becomes a project. It’s the second-rate design-
ers and artists who are full of glib statements. 
I don’t trust any designer — any designer — 
until I’ve seen their work. Because I’ve found 
that, normally, the rule of thumb is, the more 
glib the designer is, the lousier their work.”

As he talks about design, Ariss sounds most in 
tune with the industrial designer Raymond 
Lowey, whose philosophy was distilled in the 
phrase, Most advanced, yet acceptable.

“I drive myself to the edge of a project,” Ariss 
says. “If I don’t go far enough, I’m just regur-
gitating what I did yesterday, two weeks ago, 
two years ago, two centuries ago. On the other 

hand, if I go too far, I fall off the edge and it 
becomes incomprehensible. So the thing I find 
I’ve always tried to do is get to the edge, the 
parapet. If you go too far, you’re losing contact 
with the person you’re trying to communicate 
with, whether it’s the newspaper reader or the 
annual report reader, or the person walking 
around an exhibition, or even the postage 
stamp you’ve designed, and I’ve done all of 
those things.”

Ariss could easily be mistaken for another 
huge ego on parade if his self-esteem weren’t 
leavened by a healthy dose of self-examina-
tion, something that has come to him in part 
from teaching. Ariss has taught at the Norwich 
College of Art in England, at the Kansas City 
College of Art, in the architecture department 
of the University of Minnesota and at the Min-
neapolis School of Art, now called the Minne-
apolis College of Art and Design.

Teaching keeps him honest with himself. He 
recalls times when he has told students some-
thing he believes “with every conviction and 
ounce of truth in the world.”

“And as it comes out, you realize it’s not ex-
actly what you believe in anymore,” Ariss says. 
“You don’t know what you believe in, but you 
know that’s not exactly it, either by a short 
measure or something else.” •

Frank Ariss holds court in 
his studio on Minneapolis’ 
Nicolette Island. Behind 
him is a design he did for 
a proposed redesign of 
Harper’s Magazine.
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The Swiss grid in use
■■ Illustrations are measured in 
lines of type. 

■■ With the orthodox grid, 
designers usually follow rules 
limiting how many modules 
may be filled and how many 
must remain empty. One 
common guideline is that 
only two-thirds of the 
modules can be filled.

■■ Internal 
margins are 
kept equal. This 
pushes white 
space to the 
edges, where it 
focuses the eye 
inward. 
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■■ Setting up a grid 
based on line 
height is easy 
vertically but 
much more 
difficult for 
horizontal 
measurements. 
And remember, 
the grid must 
address 
constraints in 
budget, time and means of 
production.

■■ Newspapers and magazines that 
must fit a mechanical page size 
use a modified Swiss grid. 

Modified Swiss grid or ledding grid

■■ The vertical measurements are 
all stated in lines of text.

■■ Horizontal measurements are 
based on the width of the 
page and number of columns.
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Units 9 1/2 Page Section Date InchesMinneapolis Tribune
■■ Frank Ariss introduced the 
Minneapolis Tribune to the 
ledding grid, in the 1970s.

■■ The grid was based on body 
type of 9 points set on 9.5 
ledding. 

■■ Vertical measurements were 
calculated in lines of type, each 
line taking up 9.5 points.

■■ Horizontal measures were still 
done in picas, with the basic 
unit of measurement being the 
column width of 12 picas, 6 
points, six columns a page.

■■ The modified Swiss grid is a 
compromise with mechanical 
page proportions.

■■ A similar grid is still in use 
today at the Star Tribune.
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Electronic ledding grids
■■ Allen Hurlburt wrote that 
Ariss’ “graphic engineering” 
approach set up the Tribune 
perfectly for computerized 
production. The redesign “led 
to significant time savings 
and economies in type 
composition, makeup and 
press handling,” he wrote.

■■ For today’s newspapers and 
magazines, produced on 
computers using QuarkXpress 
or Adobe InDesign, the 
ledding grid is ideally suited 
to fast, accurate page 
makeup.



Modular design
■■ All grids work best with modular 
design. In grid terminology, a 
module is the square or rectangle 
of any size in which we place 
related artwork and text.

■■ The page is divided and 
subdivided into a series of 
rectangles based on a hierarchy 
of emphasis: what is more 
important, what is less so. 

■■ All related items are contained 
within one rectangle. 

■■ The grid provides the structure to 
quickly perform this division of 
space.

■■ Production is made easier because 
changing one module does not 
affect the others.



Flexibility and options
■■ Designers develop grids to 
address specific problems of 
content and space. 

■■ The same grid must be used 
for content that requires 
varying column widths and 
different standing elements, 
while maintaining consistent 
internal margins.

■■ The grid’s flexibility allow for 
efficient design of multiple 
pages.

■■ In this newspaper grid, the 
standard six columns are 
divided vertically to produce 
12 half-columns for added 
versatility.  



Flexibility and options
■■ Combined with modular 
design, the flexible grid 
becomes part of the identity 
and personality of a 
publication.

■■ This magazine-style grid for 
Honeywell’s internal 
publications can be used with 
two, three or six columns.
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Equat la cortis-
senim vulluptat 
nibh eum vullam, 
cor si et augait ute 
elit ipissi et, sum-
sandre venis nulput 
lor si tat lore 
facil dolor incillan-
diat venisl iniamco 
nsecte dolortisl 
irit luptat, conum 
quat, voluptat 
landit adigniam 
at lum venisl eros 
nullaore facilit 
praestrud tat lum 
illa aliquis aciliquat-
ue dolenit vulputat 
wisim dolorercin 
euguerostrud te 
magna conummo 

dolorem zzril utpat 
lan vullaor percili-
quam nostrud dit 
wismodo con erci 
bla augiate min-
cidui et dolorper 
adipisl dolesequat.

To od tat. 
Olorem ip et adiam 
atie feugue min-
cinit lum erat. Is 
nim alit ea aliquam 
consed er sustisit 
adionum digna 
faccum ilit utat 
vel ex ea feu faci 
tatummy nit esse 
euisi tat praese 
modolor peraesed 
tisi eummy nulla 

augiam numsan 
eugue te dolutat 
adion vel ute enim 
quam, vel illa feu 
faccum zzril ut vel 
diatin ver ipit am, 
quam volore dip 
exeros nonsequisl 
dipit duismodion 

ero dolore exercid 
uipsum iliquat 
praessisim quam-
core dip ex enis-
cipit, quisl endre 
faccum velis nos 
nosto odolenis del 
ing ex ero digniam 
conulpu tpation 
exerat nismolortis 
aliquat accum au-
gait praessis at ipis 
at. Ut in etuer il il 
deliquat. Ulla facin 
hent ver susto od 
dipsust ionsedIquip 
essi te exeraese-
quat wisis augait 
alisi blam, sum do-
loborem ea feum 
nibh esequam 

nonsequisi esecte 
molute commy nos 
ate diam, volore 
tat. Nullam zzriusc 
iliqui bla faccum 
vero conse dip 
etuerit iure faci 
blan heniscinci 
etueros diamcon 
voloreetuer summy 
num vendio odolo-
boreet prat lam ex 
exer sequissequis 
aut lobore facin ea 
autat aliquat.

Obore tie velit 
wis ex euisisim 
augue tat augait, 
venisit, sendre mo-
digna amcor si.

Tummod tem 
enim zzrit et praese 
volor in utpatis del 
dolenisi.

Ommod tisi 
eu facinci euis-
cip eugait la con 
eugiametue verit 
ad dunt niscidu-
isit vullum dolore 
exeraes endigna 
commodo lobore 
molum dolore feu-
gue feuis nim do 
con hent eugiam, 
quam inciduisi tat 
atie dolorem inibh 
exer sisl ipsummy 
nis nim quat ullaort 
ionumsan hendip-
isl dunt luptatie 

ON THE GO

To od tat

Honeywell

Lor sequissit lorem num volutat tem dunt
Magna faccum il ea facidui eum ero 

consed dolum at auguer sed duip ex estrud 
dolor sed tio con utpat. Dui blaorer iuscinit 
non verit ut augait dolobore facil el dolore 
tatueriusci tin henisit ipsum niam, sequam 
veniam nostrud mod et, conum zzriurem 
vullupt atueriurem zzriureet lutatum vulla 
autet, sis et praessi tat prat euismod ignibh 
er in vullan vel ute essequamet ad dolo-
boreet venibh erate dolorem nonullaorer 
sum iriliscilla ad ea facilis ciliquam, quisi bla 
coreraessim zzriuscipit er susci esectet ac-
cum ilit et lummolortio et incin ut am vo-
lore feuguercil utpate magna amet ad eu 
feu feugiatem nonsequ atetuer suscidu is-
sequis nulput wis nonulpute dionsequi ex 
ea facidunt nulput vulla feu faci blaor senis 
nonullam num quis nis ea commodigna feu 
facil ulputem dio dignis dolorpe rcincil landit 
ipit vent lor aut ero odipis aci blam, conse-
quamet nit in vulputp atumsan vent ul-
laorem ent utat ad te dolor aut el delit ulput 
nit alismol oborero corpero conullut utatum 
iliquat praestrud min ullamcommy nibh ex 
exercing enibh esenim enibh et et iriustie 
velent prat. Lumsandigna facin ullute feum 
dolutat. Ureet lummod dolore mod tatisc-
ing exer augueriustis dolor sum inci eumsan 
henibh euis nulputatie molore volesequi bla 
aute consequis ea aliquat, sequi eum qui-
sim venit at adit, consecte magna am, com-
molore minibh eu faccum aliquate magna 
ad tincidunt landit, volore ex eros adignim 
quam, sit adigna feummy nullamc onsequi 
bla faccummy num ad min ut utat aci bla 
commy nulput ut nibh esto od te facipit ilit 
amet, quamconsecte eniam dolute commo-
di onulla feugue euisi.

Ed dolorperat, quipsustis er incilit autatis-
mod tis del in vent ut nis del illum dunt lu-
tat la consectem niam, qui et nonsectetum 
zzrilit prat, volor at in ex eros dolore min 

enis aliquisi blaoreriure modigna faccum in-
cipissis dolore tat eugiam, si blaortin er iure 
conulput ea conse min euguero odolore vent 
acin eugue delit, sustrud dolesto diam irilisis 
ea feu feugiamet, secte modipsu scilit la core 
min heniam ercilluptat. Duis aliquis cidunt il 
dolut nullametue eratue tie vel do con vel et 
lum quis aci ex eu faccumm odolobore veli-
quametum dolendre dolor sis aliquis non-
senibh ent alit amet, quat augiamc ortisisim 
digna consecte commy numsan hent ipit vel 
utet adigna aci blaorercipit lore tatem venit 
lor in euipsustrud minismo dolenim nis do-
lobore tatet velessed molortinibh elenibh et 
accumsa ndigna cortisim quisi.

Ut in utpat accum zzrit lut lutpate elestrud 
magna accum nos ex ex et, con hent wisim 

velit luptatue elesectem atue vullutem nis 
enim iustrud ex eummy nibh esto consecte 
delis niamcon volortie te vel delis aut praes-
tio conseniam aliquis accum dio odit prat 
nim ver suscil il ute dolobor percip eugait 
alisis nonsequat at am, consed et nostin vel 
ilit wismodolore modolore vent venim incipit 
luptatetuero odolendigna amcon hendipis 
am, quipit iliquatue magnis nis dolendiat.

Put verostie velenisl inis at. Duissisci tat 
luptat.

Gait aut atie do consecte magna at. Unt 
alis essectem veril utpatue tem alit ing eros 
at iril ex ea adionullan ut iriureet iusci blan 
velendre dolor si tat praessi bla faciduip eri-
usti onsequatue veros niam, commy nulput 
aut la consed elis eugue do dolorerosto del 

Flexibility and options
■■ Combined with modular 
design, the flexible grid 
becomes part of the identity 
and personality of a 
publication.

■■ This magazine-style grid for 
Honeywell’s internal 
publications can be used with 
two, three or six columns.
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